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Abstract: 
This paper presents a detailed analysis of Assassin’s Creed III’s character Haytham Kenway’s 
costume, with emphasis on the physical qualities as well as the symbolic factors used in the 
garments.  The costume is constructed physically in order to facilitate a further comparative 
study between the real and the virtual qualities looking at historical and technical accuracies 
in order to aid game companies in constructing accurate virtual costume. 
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Chapter 1: Introduction and Background 
 
Although the symbolic language of clothing cannot easily be documented in written records, historical 
truth is complex, found in the unspoken, fictional, and mythological, just as it can be gleaned from 
concrete facts and artefacts of the period. (Baumgarten, 75) 
 
This research report will investigate the motion 
and construction of garments as used in the 
pursuit of more realistic digital games. To 
establish the importance of fabric simulation and 
costume in digital games I intend to investigate 
the role and effects of costume and textiles 
through a close examination of the 2012 game 
Assassin’s Creed III character Haytham Kenway. 
Kenways’s costume is dependent on the social, 
political and religious context in which the game 
is set, and serves as a strong example of 
costume’s use in establishing a more believable world. 
From this point of departure I will then conduct research 
into fabric qualities, surface treatments and construction details in clothing in order to 
improve the simulation and garment construction process in gaming, animation and special 
effects. I will be examining how fabric moves and reacts under similar conditions as those 
experienced by the character. From there I will consider the elements that make for 
acceptable fabric simulation when these conditions occur in the game, for example, fabric 
movement according to whether the character is walking as opposed to running. This will be 
done by means of the physical collection and reproduction of fabric and costume, the 
recording of live-action footage for references and, finally, through investigating the practice 
Figure 2: Haytham Kenway, 
illustration from Assassin’s Creed 
Wiki online 
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of the simulation process, using Marvelous Designer. In conclusion, I will focus on a 
comparison of the physical costume replication and the virtual in-game costume to 
demonstrate and investigate how far realistic games actually imitate reality. This will be 
followed up by expanding on areas where more focus could be given and where 
improvements could be made. 
 
Gameplay can be described as the interaction of the player with the game: this includes the 
core dynamic(s) and mechanics that stem from the game. In games that emphasise realism, 
like the Assassin’s Creed series, physical interpretations of the design of the outfit make the 
movement of the character more believable and therefore more meaningful for the player. 
During the game, for example, the character’s clothing interacts with the game world when 
there is a storm, when the character walks, runs or is punched. The animation of the costume 
and the simulation of the fabric create a believable character, which is vital in the context of a 
realistic game, as one needs to be gripped by the character in order to invest emotionally in 
the game. 
 
In establishing the wider context of the role of fabric in games this report will touch on the 
areas of ludology, immersion and realism in games. 
 
Ludology is the critical study of games, it is based on the Latin word “ludus”, which when 
translated means game, (Gonzalo). Studying games can be described as investigating the 
elements that make up a game including mechanics, dynamics, rules, and narrative among 
others, but this ludological study also includes the playing, designing and analysing of games 
as systems (Salen and Zimmerman, 28-115). The lead theorists in this field that I will draw 
from include Johan Huizinga’s text Homo Ludens, (1-14), Salen and Zimmerman for their text 
Rules of Play: Game Design Fundamentals (28-115) and Henry Jenkins for his text “Game Design 
as Narrative Architecture” (1-15). This field of study is important for my research, as I will be 
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examining key concepts that would enable me to create a substantial argument for how 
costume can affect gameplay. This assessment of game design principles in the light of 
costume could prove itself useful for game designers in the consideration of costume being 
applied more carefully as a means of interaction and meaningful play. 
 
In Katie Salen and Eric Zimmerman’s Rules of Play: Game Design Fundamentals, the two authors 
go through key terms of games and game design. They define a game as: “a system in which 
players engage in an artificial conflict defined by rules, that results in a quantifiable outcome” 
(28-115). In this definition they further explain how players interact with a system, how games 
are in an artificial boundary from “real-life”, how conflict is central to games, how rules are 
essential to the structure of games, and how games have a quantifiable outcome. They also 
present several other definitions of “game” which are very useful when it comes to game 
design. Interactivity is the basis of games and gameplay; it is linked to design, systems and 
meaningful play. Meaningful play, as Salen and Zimmerman define it, truly surfaces when a 
player interacts with the designed system of a game in a way that the result of the action 
reflects in the game world. Salen and Zimmerman argue that the basic unit of interactive 
meaning is created when the action is greater than the outcome. With each event in which 
meaning is created, a series of five questions can be asked: what happened before the player 
was given the choice? How is the possibility of the choice conveyed to the player? How did the 
player make the choice? What is the result of the choice and how will it affect future choices? 
And lastly, how is the result of the choice conveyed to the player? This series can be expressed 
either as an internal or an external event. Salen and Zimmerman define the space of 
possibility of a game as the space of all possible actions and meanings that can emerge during 
the course of game play. Meaning, design, systems and interactivity are all tied together under 
this concept.  These five questions evaluating meaningful play will be applied to costume 
related interaction, which will in turn help me to identify the extent to which costume is 
actually affecting the gameplay. 
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Henry Jenkins sums up the concept of immersion and realism in games in his seminal text 
“Game Design as Narrative Architecture” (1-15). This text is important to the construction of 
my argument, as clothing is a part of the environment in which the narrative is enacted. It 
forms part of the immersive experience for the player through its pre-existing narrative 
associations and the shared cultural history of costume. In addition, costume provides the 
staging ground where narrative events are enacted; in other words it establishes and 
demonstrates the socio-political conditions of the time. It embeds narrative information within 
the mise-en-scène, using the symbolic language of fashion to provide resources for emergent 
narratives. Jenkins explains that game designers do not only construct the narrative and 
characters, but also the worlds in which the players immerse themselves. In the case of role-
playing games, for example, the designer will start by designing the space in which the 
character’s journey will take place. Jenkins then goes on to say that games fit into a much 
older tradition of storytelling, spatial stories, which have often taken the form of the hero’s 
odyssey, quest myths or travel narratives, much loved by readers. He explains that games, 
unlike films and books, fully realise the spatiality of stories, giving the player a much more 
immersive and compelling representation of their narrative worlds. He concludes by arguing 
that environmental storytelling creates the preconditions for an immersive narrative 
experience in at least one of four ways: spatial stories can evoke pre-existing narrative 
associations; they can provide a staging ground where narrative events are enacted; they may 
embed narrative information within their mise-en-scène; or they may provide the resources 
for emergent narratives (Jenkins, 4). 
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The case study I will be using is Assassin’s Creed III, which forms part of a 5-part sandbox, 
adventure-style, digital game 
series. As a series, the plot is 
at times convoluted and relies 
on player knowledge of the 
preceding titles. The basic 
storyline is of the “Templar 
order” versus the “Assassin’s 
Creed” but there is also the impending destruction of the 
world as highlighted by precursor beings, Juno and 
Minerva.  The series follows the story of Desmond, an 
Assassin, trained through a machine called ‘the animus’ in which he can relive the memories 
of his ancestors. In the game Desmond is mainly situated in a precursor site in contemporary 
USA but he also has to complete missions in Brazil and Egypt. The story of Desmond, the 
contemporary conditions of his location and the story of the precursors, their artefacts and 
their warning about the world being destroyed, although important to the overall storyline, is 
not going to be the primary focus for the purpose of this investigation. Instead, it will draw 
attention to the socio-political conditions of the thirteen colonies of North America, in which 
the character Haytham Kenway is set. Haytham Kenway is the ancestor of Desmond and the 
player relives his ‘memories’ through Desmond in the animus. Kenway is an English 
Nobleman who travels to the 13 colonies at the beginning of the game. 
 
In Assassin’s Creed III, fabric simulation is integrated into the design of the game world and is 
important for the believability of the game. Realistic simulation is not significant for all games, 
but part of the Assassin’s Creed project is an extended sense of realism. For example, on the ship 
to North America, there are linen curtains blowing in the wind, hemp sails on the ship and 
multiple characters wearing detailed historical clothing. Then, during battle scenes, not only are 
Figure 3: Assassin’s Creed III 
poster from Assassin’s Creed Wiki 
online 
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the uniforms important in identifying the characters but the flags that they raise are essential 
to show the patriotism of the characters and therefore the grand ideals of the war. We can 
refer back to Jenkins’ theory on environmental storytelling, as the world that the game 
designer builds up here is essential to immersing the player in the character. Believable fabric 
and garments depend on good modelling and texturing. In some cases modelling and 
texturing are the only influencing factors, such as a skin-tight garment (for example a tight tee-
shirt) or else a piece of fabric that is placed on a non-animated piece of volume, for example a 
potato bag. Just as they would in a period film, all of these fine details make the game 
believable as a historical piece. A player can invest belief into the represented 18th century 
world when playing a game where every detail is believable. This will be looked at in the 
context of the entire game series. 
 
Besides investigating the role of costume with regards 
to gameplay, immersion, realism and environmental 
storytelling, I will be creating the outfit physically to compare it to the virtual outfit. Through 
the exploration of how garments are constructed, choosing the correct fabrics, and what the 
qualities of these fabrics are, I believe that the gaming, animation and visual effects industries 
could benefit in the quest of creating a more believable product. The game is set in a 
historical context; therefore the appropriate design of the costume and choice of fabric is 
Figure 4: Connor captaining a 
ship, illustration from Assassin’s 
Creed Wiki online 
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essential. In the case study the character is wearing a broadcloth cape, but what type of 
broadcloth is this? Would the fabric flow more fluidly in relation to the cotton ribbon that is 
tied around his neck? How are the gathers or the circular cut changing the dynamics of the 
garment? Does the red dye change the weight and texture and therefore the timing of the 
follow-through? These small details may seem insignificant, but in a work that overemphasizes 
realism, and therefore relies on this realism to create meaning, each small element has an 
impact. I will answer these questions by obtaining samples of the fabrics and construction 
details, by filming reference shots and then by conducting a side-by-side analysis of the 
physical vs. the virtual.  
 
The creation of the costume is important in aiding the understanding of realistic modelling , 
texturing, animation and 
cloth simulation. My 
personal interest in these 
fields stems from the 
identification of the fact 
that in South Africa, there 
are very few 3D artists 
who specialise in 
simulation, whether it is 
fur, hair or cloth. In large American studios, teams of 
technical artists specialise in simulation and therefore the quality of the innovations and work 
tends to be a lot higher. I believe that a polished final product in terms of fabric is an essential 
element in terms of the experience of a realistic game and as I have a background in fashion 
and textile design. I believe that this research can add value to this area within the South 
African industry. 
 
 
Figure 5: a Technical drawing of 
Haytham’s breeches, see 
Document 2. 
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Chapter 2: Case Study 
 
The story of Haytham Kenway begins when Desmond Miles, a bartender in 
contemporary USA is told by Juno to find a key, at which point he is 
“synchronised” into his nobleman ancestor’s memory of him walking into 
the Royal Convent theatre in London, 1754. Here, Keyway 
assassinates a man and steals an amulet from him: this is the key that 
Desmond is looking for. He is then told to travel to Boston to locate 
a precursor storehouse (the door which the key opens), which they 
believe is there as well as to recruit as many who would join in “the 
cause”.  Haytham is the player’s avatar until he unknowingly sires a 
son with Native American woman, Kaniehtí:io, who then becomes the 
avatar. The twist for the player is when Charles Lee is inducted into the 
Templar order. One discovers that Haytham Kenway is the antagonist 
leader of the Templar Order in the Colonial Rite. For the majority of 
the game, his son Ratonhnhaké:ton, later known as Connor, is trying to 
kill Haytham and the order that he leads. Kenway leads the 
order from 1754 until his death by son’s hand in 1781. During 
this time, many 
historical events relating 
to the French-Indian 
War and the American 
Revolution, which the 
game is inspired by, 
take place, in which 
Haytham and Connor have a large role to play, although 
not changing the history of the events themselves.  
Figure 6 Desmond Miles, 
illustration from Assassin’s Creed 
Wiki online 
Figure 7: Haytham Kenway, and 
the Templar order, illustration 
from Assassin’s Creed Wiki online 
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As the game is based on real historical events, an understanding of these events and eras are 
essential to the creation of the game 
environment, including the costume. I will now 
look at the historical environment in which the 
game takes place. The industrial revolution 
began in 1750, particularly in England with the 
textiles industry. The Flying shuttle, invented by 
John Kay, dramatically increased the speed of 
weaving (woven fabrics of the time included 
cotton and linen). In turn, this created a demand 
for spun yarns, which led to more inventions 
that would carry out those processes more efficiently. 
Labour was also replaced by waterpower and then the 
steam engine in the cotton mills. Chemicals were also being 
developed, due to the increase in coal production for use in steam engines, which led to better 
and more efficient dying techniques. All of these factors meant that cheaper textiles were 
produced and cheaper dying techniques were being used. India was also producing a lot of 
cotton, which spurred on the British Empire to compete on the same level. (Green) 
 
The ‘seven years war’ or French-Indian war was deemed by Winston Churchill to be the first 
true World War as it took place in Europe, North America, the Caribbean, Africa and India 
(Green). Britain, thanks to its many colonies, was becoming a wealthy powerhouse in Europe 
and wanted to expand more to the west of North America and north to Canada, which was 
French territory at the time. The British wanted to benefit from trading with more colonists. 
This brought in a lot of wealth because of the export of cheap raw materials from the 
Americas, examples being slave-driven cotton and tobacco, and the import of British 
Figure 8: The Flying Shuttle 
poster from Lock and Learn online 
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consumer goods to the Americas, for example, cotton cloth, bricks and tea.  As Green 
highlights, the French did not use this land to colonise and settle to the same extent as the 
British did, but rather used it for trade posts. The use of the land was not what France was 
worried about but rather the threat of the British becoming so powerful that they would take 
their most valuable slave-based sugar plantations in the Caribbean, the most valuable colony 
possibly in the world at the time.  
 
War broke out in Pennsylvania: there, for the duration of 
the war, the British were supported by American 
colonists (one of whom was George Washington) and some Native American tribes and, in 
opposition, the French were supported by the majority of the Native Americans. This active 
siding of most of the Native Americans was because their land and livelihoods were too 
threatened by the colonists and the British. The French were generally considered to be the 
lesser of two evils for them as more colonisation meant less land for subsistence hunting and 
agriculture. Individuals in an Indian tribe did not own the land in the same way that 
Europeans would. So when the French and the English saw that they were not “improving” 
the land, in the European sense, they just took the land to plant their own crops, to build cities 
Figure 9: French and Indian War 
from Antolis gameroom online 
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and to mine minerals (Green). The French, when arriving in the Americas, brought with 
them large numbers of Catholic missionaries. These missionaries spent time in learning the 
language of the people and tried to make Catholicism more flexible for the tribes’ cultures.  
 
Green states that the end result of the war was that the British became dominant and took the 
French-occupied land in North America, which included Canada. It was the Native 
Americans who lost out the most. The floodgates opened for British settlers, taking away huge 
chunks of lands previously used by the Native Americans.  
 
As said previously, this was a world war and much fighting was also therefore going on 
elsewhere between the British and the French. There was also fighting in the Caribbean 
between France, England and Spain over control of colonies; in Europe between the 
Prussians and the French and between the British and the Austrians, additionally in Senegal 
over trade rights. 
 
India, ruled by the Mogul empire, and characterized by power struggles between princes and 
kings that were aided by European military forces, was also a location for French and British 
war. This was due to an unfortunate incident, trumped up by British propagandists, in which 
solidiers at a British garrison were put into a windowless prison because of an insult made by 
the British Governor (Green). More than 80% of the prisoners died overnight. The interesting 
thing about this period of warfare was that corporations such as the British East India 
Company had their own army that won important battles. The result of the battles in India 
was that Britain gained full control over trade in Bengal, purposely excluding the French, and 
triumphed as a country taking over the whole of India. India was so important on the global 
level as cheap cottons and silks were produced here for export which meant that Britain 
controlled most of the trade rights for textiles, which could be traded quite cheaply in their 
own colonies. 
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The war cost all the players over a million in deaths from disease, pillaging, raids and battles, 
but what was most detrimental to the main players was debt. Britain, the largest empire in the 
world at the end of the seven years war, believed it could exercise power without restraint, 
especially on its colonies. They were in a fiscal crisis and needed their colonies to stop 
depleting the motherland of its resources, and start to operate by themselves. This led to the 
implementation of taxes, the most famous being on stamps. The actual implementation was 
not the sore point of the colonists, however, the lack of direct representation was (Green). 
 
The British were also implementing something that the Americans were not happy about: the 
protection of the Native American land from the colonists. Land grabbers, including the 
‘greats’ in American history, such as George Washington, (Adelman) wanted independence 
from the British to expand their 
properties and to gain ownership of 
multiple properties for slave-based 
plantations and mines. The general 
unhappiness from the colonies was 
growing and the British started to 
resist their rioting, the most famous of 
which was the ‘Boston Massacre’. The 
Americans fought back by dumping 
British tea into the sea to boycott products being 
imported from Britain (‘The Boston Tea Party’). These 
protests were a result of a number of committees spreading information about the revolution, 
and they also, like a government, created and enforced policies. With the combination of an 
organised government and soldiers with a cause the Americans had ammunition to overthrow 
the British and claim their independence and land, (Green). 
 
Figure 10: the Boston Massacre 
from US history online 
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The Maryland Committee drafted the Declaration of Independence in response to the 
violence. The men who wrote this document were protected in every way from taxes on land 
ownership if they were to win the war. Interestingly, Thomas Jefferson, who drafted the 
declaration, wrote, “ all men are born equal” even though he had possession of slaves that he 
did not intend setting free during his lifetime (Green). African slaves made up about 30% of 
the population and were the key to America’s success. Cotton and tobacco were in high 
demand on global trade markets, and they also required very high labour costs. Without 
paying their labour force, the Americas could produce a high quantity of raw materials for 
minimal cost. (Adelman ) 
 
The War for Independence lasted from 1775 to 1783 
and, what originally started off as war between the 13 
colonies and their King in England became another global war, an extension of the French-
Indian War. Recently defeated, France decided to fund the American patriots in an attempt 
Figure 11: The American War of 
Independence from Veterans 
Today online. 
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to bleed the British Empire out while they and Spain took the opportunity to strike in other 
corners of the globe: the fight for India, for example, was an important one. Britain also gave 
the opportunity to slaves to fight on their side promising that, if they won, they would be free. 
Some colonists still fought for the British; they were known as loyalists (Green, Web). 
 
Unfortunately for the slaves, the British and the Native Americans, the patriots won and the 
country gained independence, becoming the United States of America (almost as we know it 
today). This model of self determination and belief in a cause was unheard of at the time and 
would eventually lead to many other revolutions in the 19th century, including the fight to 
abolish slavery in the USA. King Louis XIV, completely bankrupt from the seven years war 
and from bankrolling the American Revolution ironically started taxing the French people, 
which eventually led to the French Revolution. The frontiers (west of the 13 colonies) were 
turned into assets and land grabbers started to exclude the natives which was very detrimental 
to the population and cultures of these people. Green explains that the same was happening in 
‘Neo-Europes’ all around the globe, including in South Africa and Australia.  
 
The game, Assassin’s Creed III is based on these historical events, with a focus on the American 
Revolution and the events leading up to it. Connor is generally loyal to George Washington 
Figure 12: Connor fighting with 
the patriots, illustration from 
Assassin’s Creed Wiki online 
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and the patriots, as are strangely, the Templars. There seems to be a bias towards the patriots 
in the game maybe because it is meant to please a mainly American audience who have 
valorised patriotism in much of their cultural production. In my opinion, however, it is 
surprising that the Native American main character in the game is not biased towards the 
loyalist’s side, as would have been historically accurate. The game takes the player through the 
Boston Massacre, the Boston Tea party, the battle for Bunker Hill and other major naval 
battles. General unrest is evident with the non-playable characters (or NPCs) thronging the 
streets of Boston and New York. Riots are easily triggered and loyalist and patriot soldiers can 
be found, both suspicious of the Native American Connor.  
 
The designers of Assassin’s Creed III successfully re-enact the 
experience of being alive during this time as the player 
engages in the game. The world gives the player an 
enchanting, mystical feeling from the minute they start taking on the characters of Haytham and 
Connor. The cities, characters, accents, socio-political conditions and, more importantly for this 
report, the costumes are extremely engrossing and realistic. This is not to say, however, that on 
Figure 13: Connor Kenway, 
illustration from Assassin’s Creed 
Wiki online 
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closer inspection (as this essay reveals) 
there are no holes in the historical 
accuracy of the period but for the 
purpose of suspending disbelief, the 
game pays enormous attention to detail, 
over and above the expected norm.  How did the designers 
create such a believable world? While many elements 
contribute I will focus on one of these: dress, and explain how players build up an idea of a society 
through street-wear.  
 
Diane Crane in Fashion and Its Social Agendas: Class, Gender, and Identity in Clothing (2000) states 
that clothing performs a major role in the social construction of identity and that it also 
provides a rich source for people to be able to interpret a specific form of culture, including 
what is appropriate at one specific point in time: in other words, fashion. Crane says that in 
previous centuries, clothing expressed various aspects of identity, including occupation, 
regional identity and social class. Crane argues that the power of artefacts has recently been 
found to exercise a social “agency”, influencing social behaviour and attitude. Clothing as 
artefact “creates” behaviour by its capacity to impose a certain social identity and to empower 
people to assert underlying social identities. After providing a background into her chosen 
periods of study (nineteenth century industrial and contemporary post-industrial society), 
Crane carries on this train of thought by saying that fashion continuously informs the 
redefinition of social identities by attributing new meanings to artefacts. People are fascinated 
with fashion, as it continually redefines social tensions and embodies them in new styles. A 
consumer buys clothing based on what his or her personal identity is, affirming the social 
identity that is conferred in the membership of various social groups that wear similar 
clothing. She indicates that contemporary societies are characterised by the disjunction 
between economy and culture, work and leisure, which resonates with traditional ideas of 
Figure 14: Haytham in Boston 
image from Assassin’s Creed Wiki 
online 
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fashion communicating power through wealth, family name or religious status. 
 
Linda Baumgarten’s What Clothes reveal: the Language of Clothing in Colonial and Federal America 
moves the argument from the general theories of fashion to a closer investigation of the period 
in which the case study is situated. Baumgarten analyses historical pieces from the Colonial 
Williamsburg Collection and reveals the fabrics, the cuts, the technologies, and the details 
used as well as the socio-political significance in the 17th and 18th centuries when these 
garments were fashionable. Baumgarten so eloquently puts it in chapter two: The Myths and 
Meanings of Clothing: 
Exploring clothing’s meaning and symbolism helps people today better understand those of the past, not 
just of great and learned men who wrote most of the histories, but women who donned corsets and 
hoops, the illiterate, slaves, Native Americans, children, and working people... An eighteenth-century 
suit or heirloom dress is a far more tangible survival; it is an event in history that continues to happen. 
Stretched and shaped by the body that wore it, wrinkled by years of use, soiled from two- hundred-year-
old perspiration, clothing is the most intimately human of the surviving decorative arts. In some ways, 
old clothing brings the original wearers back to life. (Baumgarten, 52) 
 
She goes on to say that Anglo-Americans tended to adopt imported English clothing but with 
the much warmer conditions in the Southern States of America it opened up a rift in fashion 
styles between England and America. She argues that many cultural beliefs and norms are not 
consigned to the written or verbal record and therefore outsiders are not privy to 
understanding the cultural group: that is why historians look to artefacts in the form of 
clothing to answer their questions. Baumgarten insinuates that costume has linguistic 
properties, saying: 
Clothing is often compared to a language that allows people to speak through what they put on their 
bodies and how they arrange the elements. Most scholars agree that, although it can and does say 
things, clothing’s message is more subtle and unclear; it shifts with time and place and is without fixed 
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rules of grammar like a true language. Yet, spoken and written communications can be 
misunderstood, too, because words have meanings only insofar as human beings assign and agree on 
the linguistic rules. The uncodified rules that dictated what to wear for various occasions in the past, 
or that govern what people wear today are almost as rigid as grammatical rules... People do not read 
ensembles of garments in the same way they read a sentence, moving from one word to the next in a 
linear sentence. Rather, they see the outfit as a whole as “co-present elements”. (Baumgarten, 54) 
 
Observers in the modern world look at clothing to discern what kind of person the wearer is 
or what occupation they are 
involved in. Examples of this would 
be the information to be gleaned 
from workers’ overalls, expensive 
athletic shoes, a worsted business 
suit or blue jeans. Traditionally, 
minor accessories are important, if 
not more important than an entire 
ensemble. One such example, in 
Revolutionary War times, was the 
use of a small bag that would take 
the place of pockets that was tied 
around the woman’s waist 
underneath her clothing, creating a 
womb-like shape and therefore 
accentuating the woman’s sexuality. 
In men’s fashion, a three-piece dark woollen suit and 
necktie distinguished the wearer from French fashion and 
communicated the idea that this man is of a high status. 
Ruffles were costly and were seen on the aristocratic man’s sleeve and neckline of the shirt. 
Figure 15: Detail from Death of 
General Montgommery in the attack of 
Quebec by John Trumbull , 
Baumgarten 
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Baumgarten cites professor Joanne Finkelstein’s argument that neckties are symbols of 
gentility, and as they run from the larynx and terminate at the chest, they (especially when 
seated) signal the male sex organ, and therefore viewers can feel the man’s sexuality, even if 
only subconsciously (Baumgarten). 
 
During the revolution, George Washington procured Native American and French style 
uniforms for his soldiers. As Britain was cut off, it was extremely difficult to import textiles, 
therefore uniform designers had to become quite creative, making numerous innovations 
based on Native American textiles such as leathers and furs. Baumgarten concludes the 
chapter by saying that North American clothing is rooted in Native clothing and a large 
assortment of imported trade goods from Europe. Native Americans would in turn, adopt 
European fashions. 
 
If one refers to back to Jenkins’ and Baumgarten’s texts, costume differentiation in Assassin’s Creed 
III, forms part of the immersive experience for the player through its pre-existing narrative 
associations and history. It also embeds narrative information within its mise-en-scène, in its of 
symbols and signals and provides resources for emergent narratives. 
 
The types of costume that can be seen being worn by the 
non-playable characters (“NPCs”) in the game create these 
“pre-existing narrative associations” with the 13 Colonies in 
Figure 16: Costumed participants 
in Colonial Pageant, 1921  
Baumgarten, 200 
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1754-1783. By observing or moving 
through crowds of people, the player 
can find themselves more immersed into 
the storyline and the believability of the 
environment. If we re-examine the 
breakdown of the relationship between 
costume and this particular society, 
colonial men wore everyday over-the-
knee breeches with stockings or leather 
boots with a linen shirt, a waistcoat, a 
jacket and maybe a neckpiece. If a more 
formal occasion required it, or if a man 
of wealth was walking around, he would 
wear an embellished frock coat or jacket, 
(Baumgarten). Colonial women, who 
feature very little in this game, (an accurate comment on 
how men and women were definitely not treated as equals) 
would wear a basic 3-piece dress: a jacket, petticoat and 
skirt with a bonnet. Women of wealth would import fine silks, brocades and cottons with 
elaborate patterns and colours from India and Britain, however there is no evidence to suggest 
this in the game. The clothing of the poor would have been altered repeatedly, as textiles were 
more expensive than labour was at the time; therefore it is difficult to pinpoint a surviving 
garment to the time period, says Baumgarten (184). 
 
Figure 17: Three piece suit, 
British textile, 1776. Baumgarten, 
19  
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Native Americans, as seen in particular with Haytham’s lover, Kaniehtí:io, 
treated women a lot more equally than the colonists did and sometimes 
European women would 
leave to join Native 
American tribes, (Green).  
Kaniehtí:io dons a loose-
fitting, draped outfit made up of leather, with 
details of tassels and beadwork. Beads were 
traded with colonists for furs and animal 
skins. Her shoes are called moccasins, and over those she wears leather 
leggings. These ‘Indian boots’, as the colonists would name them, were much 
more practical in the American countryside than any European invention, 
J.D Smythe, an explorer, wrote that they were “a great defence 
and preservative, not only against the bite of serpents and 
poisonous insects, but likewise against the scratches of thorns, briars, scrubby bushes and 
underwood, with which this whole country is infested and overspread.”  (Baumgarten, 68). They 
would often be bought or traded by the American soldiers during their wars. English writer 
Nicolas Creswell noted that he had “employed an Indian Woman to make me a pair of 
Mockeysons and Leggings” and “Washington ordered supplementary clothing to protect his 
troops” legs, ordering one thousand pairs of Indian leggings in 1758. (Baumgarten, 68).   
Figure 18: Moccassins, Eastern 
North America, 1750-1780, 
Baumgarten, 67. 
Figure 19: Kaniehtí:io  
illustration from Assassin’s Creed 
Wiki online 
  27 
 
Other than the frontiers with the Native American people 
and the cities occupied by the colonists, Haytham and 
Connor both experience a large amount of time on ships. 
Naval life was important to Colonists as firstly, this is how they originally arrived in the Americas 
and secondly as they relied heavily on French ship battles to win the war. Haytham even makes 
the journey from London to Boston by ship as the introduction to the game. On the ship he 
interacts with the captain, who wears a front coat and breeches, (a similar outfit to Haytham’s) 
and with various crewmembers such as the cook and several analogue game players. These NPCs 
are dressed in ‘undress’ or informal wear that is practical, allows for freedom of movement and is 
not very clean. 
 
Other NPCs that the player interacts with include beggar children, who will not leave the player 
alone until he throws money at their feet, mini-game opponents, where you can play Nine Man’s 
Morris and other historical games, and most importantly, the guards.  
 
Figure 20: Connor overlooking 
the harbor,  illustration from 
Assassin’s Creed Wiki online 
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The guards develop over the duration of the game as 
the war for American independence starts to set in. At 
first the British soldiers are ever-present as the French-
Indian war starts. Later Connor has to deal with either 
the loyalist British soldiers (also known as the King’s 
Men) or the American patriot soldiers (or rebels). 
Loyalists are very obviously dressed in a bright red 
jacket with white trims. They wear white breeches, a 
white waistcoat and a black hat. This, in comparison 
to the patriots who wear brown breeches and Indian 
boots, a white shirt and blue waistcoat, is more 
camouflaged and is disadvantageous for the loyalists. Apart 
from this semi-uniform, the Americans often wore just 
basic everyday wear. This is an early example of guerrilla 
warfare. The loyalists were also at a disadvantage as they had to wear their uniforms, and these 
uniforms were extremely heavy. George Washington was even reported saying “It is evident, 
Sold’rs in that trim [light Indian dress] are better able to carry their provisions; are fitted for the 
active Service we must engage in; [and] less liable to sink under the fatigues of a March” 
(Baumgarten, 69). It isn’t entirely clear what Washington means by Indian dress but his colleagues 
called these outfits ‘undress’ which was slang for casual or informal dress at the time.  
 
Clothing becomes the objective 
of several missions that are 
played in the game, heightening 
awareness of clothes in the 
game space In Sequence 2; 
Figure 21: a loyalist guard 
illustration from Assassin’s Creed 
Wiki online 
Figure 22: Haytham dressed as a 
loyalist guard illustration from 
Assassin’s Creed Wiki online 
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Haytham has to infiltrate Southgate and free captive Native Americans that are being held there. 
In order to get past the British guards he needs to eliminate a group of Redcoats in order to steal 
their outfits and camouflage himself to get past the gates. Haytham needs this costume change so 
that he can work against the redcoats without raising suspicion within the camp. Here we can see 
that costume identifies the wearer as something other than what he is. This ability to disguise 
oneself with costume affects gameplay and is integral to the success of multiple missions within the 
game.  
 
The role of clothing in game is also to identify which character you are playing.  Desmond, 
Haytham and Connor have the same general face shape and body build but they have different 
clothing. When the game is loading a new scene, the player sees the character they are about to 
play, therefore they are given an expectation of where the next scene or mission is going to be. 
This will be either in the present day in the precursor cave, or in the 13 colonies or London. The 
costume identifies the set and the historical setting before the actual world is formed. 
 
Gameplay can be described as the player is interacting with the game; this includes the (core) 
dynamic(s) and mechanics of the game. In Assassin’s Creed III, practical detailing affects or 
augments gameplay. An example of this is the pocket details, which Connor uses to pickpocket 
targets to retrieve items for missions, for example in the prison missions. These practical 
interpretations into the design of the outfit make the movement of the character more believable 
and more meaningful for the player.  
 
There are multiple examples of the powers that clothing can endow on the player in games: for 
example, the Raccoon suit in Super Mario, which allows you to fly, and Archmage’s Robe in Skyrim, 
which provides boosts to all magic skills except ‘enchanting’. This links back to fashion as identity, 
through the aspect of “power” in clothing; in other words, players can be identified as being 
powerful through their clothing. Fashion becomes an incentive/goal in some games such as Jak II 
and III, Assassin’s Creed and Skyrim, because by obtaining different levels or collecting a certain 
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number of items, clothing, whether it has special powers or is just aesthetically pleasing, functions 
as a reward to the player. Some games even allow you to buy in game clothing with real money. 
This can be seen in the recently-launched game by Blizzard Diablo III, where players can buy 
objects and clothing using in-game gold as well as real money, creating a whole economy within a 
game. This example indicates how wealth is depicted in clothing, linking back to fashion, as a 
means to communicate one’s wealth or skill to other players, or even just for your own 
gratification, through the character’s clothing. 
 
  
Those who want to know the language of eighteenth- and early nineteenth- century clothing 
need basic knowledge about the artefacts” (Baumgarten, 208). In the following section I will 
be analysing Haytham Kenway and his 
costume through the research of 18th century 
artefacts, found primarily in Baumgarten’s 
text. Haytham Kenway’s costume, which will 
be the focus of this report, is made up of an 
elaborate frock coat, almost naval in style, a 
pair of knee-length breeches, a naval-style hat, 
Indian leather stockings, leather shoes, a white 
shirt with a neck piece detail and cowl collar, a 
velvety red waistcoat, all covered up with an 
inner and outer cape. It was appears to have 
been fashioned after George Washington’s 
Figure 23: George Washington, 
by Charles Peale, Baumgarten, 
67.
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patriot’s uniform in Charles Wilson Peale’s 1780 oil painting. A bold button stand makes the 
tall wearer most impressive. 
 
In the following section I will look at each garment that makes up Haytham’s costume in 
terms of shape and proportion, colour and fabric, signification and details and finishes. 
 
2.1 Haytham’s coat: 
2.1.1 Shape and Proportion: 
Haytham’s coat is fitted on the top, down until his hips and then has volume on the leg, 
almost the shape of a butternut squash. In terms of proportions, the jacket is longest in the 
front with a curved point ending at the mid-thigh line and shorted along the curved hemline 
at the back thigh. This shape and proportion accentuate the strong male shoulder and thigh 
Figure 24: Haytham Kenway 
illustration from Assassin’s Creed 
Wiki online 
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and a tiny hip - the epitome of the idealised male figure itself. This is therefore a tailored 
garment.  
 
2.1.2 Fabrics and Colour Palette: 
Woollen broadcloth was the most common of suiting fabrics at the time (Baumgarten) and 
from its appearance, the jacket is made up of two: a navy and a black. Wilson describes this 
fabric as “a very fine, high-quality fabric that is woven in wide widths in the weaving loom 
(hence the name)” (39). Woollen broadcloth is woven extra-wide in order to allow for 
shrinkage, which is done in a controlled manner. It is also described as having a velvety, 
lustrous felt-like texture that is good to drape. The nap lies in one direction and therefore 
pattern pieces need to be cut in the same direction otherwise they will reflect the light 
differently. It can be compared to melton, kersey and beaver cloth and is usually dyed in dark 
colours, (Wilson, 39). 
 
The chest and shoulders, where the coat is the most fitted, are reinforced to keep the shape 
with interlinings fabrics that are stitched between the outer fabric (broadcloth) and the lining 
fabric. The interlinings that would go into the chest would be melton, canvas, horsehair and 
fusing (Molese). The shoulders are accentuated with shoulder pads and a sleeve roll. Fusing, 
melton and canvas are also used to create unnatural stiffness and therefore shape in the collar, 
wrist cuffs, slashes and skirt of the garment. Blue silk satin is applied to the inside of the 
garment, attached at the hemlines, collar neck-seam and facing of the button stand as the 
lining fabric. An attractive, highly lustrous fabric constructed using silk yarns or fibres, silk was 
one of the most expensive fabrics of the time, and still is today (Wilson, 249). The silk satin 
skirt also peeps though the slashes of the outer garment, meaning that the skirt has a satin 
lined and reinforced tier that falls behind the outer fabric.  
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2.1.3 Details and Finishes: 
The front of the jacket closes up until the bellybutton point (just about the waistline) yet has 
buttons all the way down to the hemline. The majority of the buttons or press-studs are purely 
decorative; they sit on an elaborate double-breasted curved and diagonal button stand and 
are attached on either end of pressed leather or (more accurately) an embroidered/corded silk 
satin tab. All the panel lines are trimmed with gold silk satin piping and the hems are bound 
with the same fabric. Thick gold blanket-style topstitching is applied to an arm seam and to 
the shoulder tabs. Patch pockets are outlined with piping and a satin godet adds a decorative 
feature. 
 
2.1.4 Signification 
Gold embroidery is applied to the shoulder tabs and wrist cuffs. This embroidery is symbolic 
because is shows that he is a patriot (American colonist symbols) and that he is a Templar. His 
jacket is very formal and therefore he shows his nobility and his importance in colonial 
society. It is free of dirt and blood and is practical in terms of the game as it is suitable for him 
to wear this jacket at the opera in London, on a ship, in and around Boston and New York 
City and on the battlefield. It is however, not suitable to wear for swimming and during the 
summer, even though he does in the game. 
 
2.2 Haytham’s shirt: 
2.2.1 Shape and proportion: 
Speculation on Haytham’s shirt, being under other layers of clothes, is left up to the history 
books. His shirt was most likely a full dress shirt, which meant it had a shoulder yoke attaching 
back to front with gathers coming from the neckline and yoke. There was also even fullness 
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applied to the shirt front 
and back, but only gathers 
at the top of these panels. 
Therefore it would be 
fitted at the top and full at 
the bottom and fitted at 
both shoulder and wrist 
and full on the arms. This 
fullness, and the drop 
shoulder aid the wearer in 
freedom of movement around the torso, shoulders and 
elbows, but the shirt is fitted to the body around the neck 
and wrists, which ensures that the garment will not fall off.  
 
2.2.2 Fabrics and Colour palette: 
From in-game observation, one could also say that this garment is bleached white and is made 
up of linen, cotton or a combination of the two (excluding the lace trim). I would lean more 
toward linen from the way that it is draping: it seems lighter and because of its utility 
(Baumgarten, 78). 
 
2.2.3 Details and Finishes: 
What we can tell from the front and side views of Haytham is that he has a cotton lace cuff 
that is attached at the wrist seam to a gathered sleeve.  I would assume he is wearing a drop-
shoulder with gathers on the sleeve’s shoulder seam, therefore there would be equal fullness 
applied to the shirt’s sleeve. One can also see that the collar is cowled and there is a tiered 
Figure 25: Sampler shirt, Britain, 
1800-1825, linen, Baumgarten, 88 
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cravat attached to the neck seam. However, this seems historically inaccurate as neckpieces 
were attached to the shirt in the form of ruffles (Alleen), from what I can tell from game 
footage they would have been snail ruffles/cascades. 
 
2.2.4 Signification 
What can be seen of the shirt shows Haytham’s aristocracy as both lace and ruffles were 
expensive (as mentioned in Chapter 1). We can also see that this shirt is not an ‘undress’ shirt 
so this proves once again that he is a nobleman but also a formal, and maybe serious, man to 
be wearing his formal wear in public, running through buildings, climbing, swimming and 
fighting. This could be due to his need to keep up appearances as a leader, his English 
background or his pride, or otherwise this could be a simplification or oversight on the 
character designer’s side. 
 
2.3 Haytham’s waistcoat: 
2.3.1 Shape and Proportion: 
On top of this shirt, Haytham’s bodice is covered with a red waistcoat. This garment 
accentuates the male form and gives a fitted shape to the man’s torso.   
 
2.3.2 Fabrics and Colour Palette: 
The waistcoat could have been made up from a number of suiting fabrics. Since the colour of 
the fabric (a wine red) is very different from the rest of the colour palette, and in the view of 
the way the light bounces off of it, it is not necessarily the same fabric as the rest of the three-
piece suit. Suiting materials for waistcoats at the time include voided silk velvet, compound-
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weave silk, woollen broadcloth 
(like the coat and pants), striped, 
zigzagged or patterned broadcloth 
or silk and worsted trim. The 
waistcoat would be lined in cotton 
of the same colour.  
 
2.3.3 Details and Finishes:  
The centre front of the waist coat falls onto the crotch seam and the tip of the triangles at the 
front right and left reach about 10 cm below that line. The bagged-out neckline has no collar 
and the many 10cm buttons are fabric coated. The armholes would be bound or bagged out, 
like the rest of the garment. There would be darts on the hemline toward the waist and panel 
lines on the back and front third to tailor the garment to the body.  
 
2.3.4 Signification 
This garment communicates the time period to the player and the wealth of the fabric 
demonstrates, again, his nobility. 
 
2.4 Haytham’s Breeches: 
2.4.1 Shape and Proportion: 
Haytham wears breeches as his bottoms. This, along with a jacket or coat and the waistcoat, 
makes up a gentlemen’s three-piece suit of the time. The shape is long and tubular with no 
Figure 26: Men’s British suiting 
materials, Baumgarten, 182. 
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extra volume on the hems and waistband. 
 
2.4.2 Fabrics and Colour Palette: 
These breeches, as he is a gentleman from 
London, are assumed to be made from 
woollen broadcloth, the same fabric that 
his cape and jacket is made up from. I would describe the 
colour as a dove grey. The breeches would be lined with 
cotton in the same colour as the outer fabric. The outer fabric has qualities that may be 
leather; leather breeches were worn a lot in the colonies as they were practical and the fabric 
was readily available for trade with the Natives. Yet since Haytham is a nobleman from 
London I can deduce that his clothing was mainly made up of British and Indian textiles, 
(Baumgarten). 
 
2.4.3 Details and Finishes: 
His breeches are constructed with a fall-front instead 
of the modern fly front. The difference here is that 
instead of a zip with a fly-cover, the opening detail is 
a flap, which closes with buttons that are attached to 
the waistband of the garment. There would be 
buttons or loops down the side seams at the calf as 
well. The leg hems of this period would occur at 
around five cm below the knee, so not to cause the 
pants to climb uncomfortably above the knee. Haytham’s 
Figure 27: Men’s everyday 
breeches Baumgarten, 124. 
Figure 28: Denis Diderot’s 
‘Boursier’, exploration of the fall-
front styleBaumgarten, 125 
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breeches look like they fall at about ten cm below the knee, which would be slightly inaccurate 
historically.  
 
2.4.4 Signification 
This garment communicates the time period of the game to the player. 
 
2.5 Haytham’s Cape 
2.5.1 Shape and Proportion: 
As seen in game the bottom cape is 
definitely a circular cape, which means 
that that the neck and shoulder of the 
cape would be fashioned from a small 
circle and the hem of the garment 
would be fashioned from a much 
bigger circle (due to the length of the 
garment). The capes are connected with cord in the front 
where they tie at the neckline centre front point and are 
attached to the jacket by means of large gold buttons. His top cape is draped on the bias 
giving it a good cowl and movement.  
 
2.5.2 Fabrics and Colour palette:  
The fabric here looks to be a very high quality of woollen broadcloth in jet black. The cape is 
bound at the hems with a gold silk satin, also demonstrating his wealth and nobility. The 
Figure 29: Cloak, 1775-1810 
Baumgarten, 14. 
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bottom cape is made from navy woollen broad cloth and is also lined with red cotton and 
bound in gold.  
 
2.5.4 Details and Finishes: 
Haytham’s capes mainly express a symbol in the form of embroidery on the upper cape.  As 
mentioned before the hems are bound in gold. 
 
2.4.4 Signification 
This garment communicates the time period of the game to the player as well as a symbol of 
what I can only assume is a Templar symbol in the form of embroidery. Capes are used in the 
Assassin’s Creed series as symbols of nobility and stealth. In Assassin’s Creed II, the cape the 
character wore would affect his notoriety level in certain cities. The character could run, 
jump and do as he pleases without being disturbed by guards. This is only the case, 
however, if no criminal behaviour occurred, such as killing pedestrians or knocking 
goods over.  If he did this, the guards would still react. Unfortunately this is not the 
case with this cape or any other in Assassin’s Creed III. 
   
2.6 Haytham’s shoes and leggings: 
“Leatherstocking’s homespun and leather symbolized a view of America that has become part 
of the nation’s mythology: that the country was built by self-sufficient, hearty pioneers with 
native common sense, able to conquer the environment and live off the riches of the land.” 
(Baumgarten, 75) Haytham’s shoes and leggings were made up of leather, which is a tough 
and hardwearing hide or skin taken from a cow, pig or sheep (Wilson, 149-150). 
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2.7 Haytham’s Hat 
Men’s hats of the time are very similar to this design and would be made of felted (bonding 
fibres through a process of heat and agitation) wool, trimmed with silk and lined with linen. 
(Baumgarten, 18)  
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Chapter 3: Production Process  
 
In this section I will be documenting the practical execution of the real costume. This costume 
is essential to the comparative analysis in chapter 4. I will also be discussing the process of the 
virtual process in constructing the costume for virtual space.  
 
3. Overview of the costume production process: 
The aim of this process is 
to identify how feasible or 
realistic this costume is 
physically. In order to 
understand the digital 
process of animation, 
texturing, simulating and 
modelling I believe that 
making the garments 
physically is the best way 
to translate their 
movement accurately into 
the virtual. This chapter 
will outline the steps in 
making the real costume, 
from design to sewing. The 
end result will be a reference reel of the costume going 
through similar actions to the game character, which 
can then be analysed side by side with the game footage to reveal the levels of accuracy in the 
game’s costume design.  
Figure 30: Process: Making 
patterns  
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3.1.1 Process: Design and Technical Drawing 
The first step in creating a garment is to draw it out. Technical Drawings are vector drawings 
that designers give to patternmakers, showing the true dimensions and proportions of the 
garment. They are created by drawing the garment over a standard figure drawing of a 
man/woman in a basic front; back and (sometimes) side pose with tracing paper or a light 
box. These drawings need to be exceptionally accurate as the pattern maker will translate 
every detail from the TD to the pattern, so if a panel line is skew or a button is unevenly 
positioned, the garment will come out like this. Each garment has to have a technical 
drawing, including the ankle and wrist cuffs.  
 
For the technical drawings I created, rough pencil sketches of half of the front and of the back 
of the garment. I then scanned in the drawings in order 
to work on them in Adobe Illustrator. With Illustrator, 
I could neaten up the halves by using the pen tool in a 
separate layer. After completing the one side, I 
duplicated it, reflected it and 
positioned it to the centre front 
or centre back line.  
 
 
Figure 31: Rough sketch of the 
TD 
Figure 32: Final TD (see 
Document 2) 
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3.1.2 Results and observations: Design and Technical Drawing 
 
Through this process I could match and mismatch the historical accuracies of my costume to 
the imagined game character costume. I learnt that through the technical drawings, the 
panelling in the jacket was different to what I had originally interpreted: they were slash lines 
with ribbon trim instead of ribbed panel lines or godets. Drawing out the technical details 
requires a very close inspection of the design so that any problems that may occur in the 
pattern-making process are ironed out and made sense of. 
 
3.2 Process: Pattern Making 
The flat pattern making process is important in order to attain accuracy in the final product. 
All garments need a flat pattern, even when the garment is draped.  In order to make flat 
patterns, one uses basic blocks; these are the very basic of designs that the pattern maker can 
manipulate to create any design possible. Sometimes pattern makers design their own blocks, 
to gain the most accuracy from the pattern. For this process I acquired the help of Alexander 
Molese, a Soweto-based tailor and corsetier, as I specialised in women’s fashion when 
studying. Alex kindly allowed me to use his basic blocks and walked me through the very 
complicated jacket pattern. I did not design patterns for the hat or shoes, as I did not intend to 
make these items, as they are so rigid that they would form part of the player’s mesh and 
wouldn’t need simulating or animating. 
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3.2.1 Cape: for the bottom cape, I used the full-circle 
cape technique as expressed on page 523 of Patternmaking for fashion design, (Joseph-Armstrong). 
Here, the basic shirt block is used to plot the shoulder line. The patterns are placed at 90 
degrees and a full circle is plotted between the back and front pattern to result in a full circle 
(semi-circle, cut on fold) pattern. I took out the front completely as the cape drapes along the 
shoulder of the character with a tab that ties in the front. There is no seam allowance in this 
garment as it is finished with gold bias binding. The second part of the cape, the top cape, was 
draped on a male figure. I took a piece of scrap melton, pinned and cut it in the position that 
represented the character’s cape and then took it off and laid it flat to trace out the flat 
pattern. 
 
 
 
 
 
 
Figure 33: creating a circular 
hemline 
  45 
3.2.2 Shirt: 
Here I took the men’s shirt block and added unequal 
fullness to the neckline and hemline. I did the same on the sleeve, indicating that gathers are 
necessary in certain areas. I created the cravat and cuff by draping it on the model.  
 
 
Figure 34: drawing in slash lines 
Figure 35: adding fullness by 
opening the slash lines. 
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3.2.3 Waistcoat:  
As the character’s waistcoat is barely seen, and men’s waistcoat patterns have barely changed 
since this era, I used Alex’s basic waistcoat block, changed the neckline, front hemline and 
buttonhole stand amount. I did not use a collar pattern due to evidence seen in the literature. 
 
3.2.4 Breeches: 
This was difficult, as men’s pants have definitely changed a great deal since the 18th century, 
particularly in terms of the fly front. Here, I traced out the carrot-leg suit pants blocks from 
Alex and drew in the fly front shape and waistband. I then slashed the two lines in front and 
put seam allowance on both. Then I created a separate panel that would go underneath the 
flap to the waistband. I added seam allowance to the side seams to account for press-studs as 
well. 
 
3.2.5 Jacket: 
This jacket presented itself with a lot of tailoring complications. Most of the details would 
never ideally have been placed there by a tailor, such as the centre arm seam (which I chose 
to omit) and the slashes. The shirt block was traced out and the neckline, shoulder, armhole, 
centre front line and hemlines were drawn in to both front and back. Panel-lines and slash-
lines were drawn in where necessary. The interlinings and linings were drawn in next and 
were highlighted in different colours to avoid confusion. Each piece was traced out separately 
and seam allowance was applied. 
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3.2.2 Results and Observations: Pattern Making 
From the recreation of the patterns, it is clear that a trained fashion designer did not design 
this outfit. The pattern is very counter-intuitive as a tailor and a lot of creative and 
experimental pattern making was required in order to achieve something that looked like the 
virtual design. This indicates that the designer of the outfit would have had little to no 
background in physical costume design, therefore making the outfit less realistic and more 
difficult to simulate/ animate with no knowledge of how it act would physically.  
 
 
 
 
 
 
 
Figure 36: highlighting each panel 
of the final working pattern. 
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3.3.1 Process: Fabric Sourcing 
This process is 
important, firstly in 
order to create the 
garment but also to 
identify fabrics in terms 
of historical relevance. 
The final fabrics and 
trims that I chose, based 
on the research I 
performed in chapter 2 
were:  
 
 
1. Blue Woollen 
broadcloth: This 
fabric makes up the majority of the outfit: 
the lower cape and the frock jacket. I could 
not source “Broadcloth” in Johannesburg, so 
I instead focused on the description of the fabric and the way it holds up in the 
multiple examples that I have analysed. “…Soft, smooth, slightly felty but lustrous 
wool…” (Wilson, 39). The fabric I chose was all-natural suit wool that feels soft to 
touch and good to drape: “…velvety handle and good drape” (Wilson, 39). I also paid 
attention to the pattern of the weave, which according to Wilson’s description is a 
twill weave which is slightly obscured by the 
Figure 37: marking each fabric 
down for sourcing 
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fine dress-face finish. A twill weave is a 
fabric that has been woven to have 
diagonal and parallel ribs in the fabric, the most famous being denim. The quality of 
the fabric is also quite important to the choice: I knew it had to be a high-quality 
fabric but for the purposes of this study, but budget constraints prevented the 
spending of inflated sums on the fabric. Therefore there is less obscurity from the 
dress-face finish, but that shouldn’t change the way the costume feels and moves as 
the majority of the fabric will be fused for the jacket or, in the lower cape, obscured 
by the top cape. In addition to the multiple similarities in the texture, weight, quality 
and weave of the fabric chosen and the book description, I knew that this fabric 
would qualify as a broadcloth because the width of the loom is very broad, at 140cm 
(shrunk down from 230cm). This is where the name broadcloth comes from. 
2. Black Woollen Broadcloth: This fabric makes up the draped upper cape and panels of 
the frock coat. I followed the same guidelines as set out for the blue broadcloth but, 
because I needed a good drape and lustre for the top cape, I invested the necessary 
money to obtain a higher quality and more finely finished fabric. I bought this fabric 
from the same store as the broadcloth and therefore I knew that if my analysis of the 
Figure 38: placing patterns on the 
black woollen broadcloth. 
  50 
blue fabric were right it would be right for all the broadcloths. The most noticeable 
difference between the black and blue broadcloths was the quality in the finish. Here 
the twill weave is more obscured, the feeling is more felty but smooth and the nap has 
a noticeable direction. This, I feel, is the woollen broadcloth that meets the 
description word for word.  
3. Grey Woollen Broadcloth: this fabric is used in the construction of the breeches and is 
exactly the same quality and fabric as the blue broadcloth except that the colour is 
different.  
4. Leather: leather is the hide of an animal that is dried and treated. It is very heavy, 
water resistant and tough. Haytham’s leggings and shoes are made up of leather. The 
one I have chosen is probably more lustrous than what I would assume his are made 
from but this is a factor of the contemporary treatment for the material. 
5. White linen: this is a fabric made of linen or flax yarns, which is a fibre very similar to 
hemp. This is a practical and durable fabric, not only in the construction/treating of 
it (it can be boiled, bleached, starched, pressed and dyed easily) but also in the 
wearing of it. This is an easy fabric to acquire in Johannesburg and is inexpensive. I 
chose medium-weight linen that is good for shirts and dresses. 
6. Red embossed velvet (a suitable synthetic alternative): Haytham’s waistcoat is barely 
seen by the player, but under close inspection it looks fairly even in colour (no 
contrasting patterns), is lustrous and is a deep red. Wilson describes velvet as; “a 
fabric in whom a pattern is made in the pile yarns by embossing. Heated, deeply 
engraved rollers are heavily pressed onto the surface of the fabric”. I chose embossed 
or pressed velvet as there were many fabrics to choose from for the waistcoat and I 
could not locate a local source of red woollen broadcloth, which was the most likely 
fabric to have been used in the waistcoat. I also wanted to create some diversity in the 
outfit and the velvet I bought, from a interior design and upholstery fabric shop, was 
similar to fabrics I had seen in the literature. It is synthetic, which isn’t authentic, but 
is very similar to its silk counterpart and its sole purpose in the outfit is to add colour, 
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texture and shine. It is a good quality synthetic so I feel that it is ideal for my 
purposes. 
7.  Red cotton: I bought a high-quality red 100% cotton fabric to form the lining of the 
capes and waistcoat. I did this because the red lining is quite striking (however 
i
n
accurate) as Haytham walks and runs, and historically, linings would have been made 
from 100% cotton fabrics. 
8. Grey cotton blend: This fabric makes up the lining for the breeches. It is a 
lightweight; soft cotton that is not seen at any time during gameplay so it is likely not 
to be of the best quality. 
9. Blue silk satin (a polyester alternative): This is a highly lustrous satin-woven fabric that 
is smooth and soft. It is difficult to handle and cut this fabric. I chose a polyester 
fabric because I was looking for an alternative to silk, which is very expensive, but 
which has the same properties. From my research a lot of dress coats were made up of 
silk, which is also a good fabric to use for lining. Therefore I have used this fabric as 
the lining for the coat as well as the skirt of the coat, which peeps through the woollen 
Figure 39: Red cotton ready for 
cutting 
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slashes. From screen shots, this section of the costume seems to be quite lustrous and 
of a different fabric to the rest of the coat which is the reason for this choice. 
10. Interlinings (horse hair, melton and canvas): the choice of these fabrics is not evident 
simply by observing the garment but has been made as a result of a thorough 
knowledge of tailoring. Horsehair and canvas are thickly woven, structured fabrics 
that add fit in certain places. For men, that would be most relevant in 
the chest area but it would also need structure on the coat skirt to hold its shape as 
well as in the button stand. The melton adds ‘padding’ to the chest and collar to make 
these more pronounced but also protects the body from itchy fibres from the 
horsehair and canvas which may poke through the lining (as it is tightly fitted). 
11.  Fusings: I chose two fusings for the costume, one of which is cotton-backed to add 
extra structure and weight to the skirt lining and one of which is softer to add some 
structure to the fabrics it is applied to. Fusings reinforce the fabric and are needed in 
places like collars, button stands and other sites on a tailored garment. A fusing is a 
woven fabric that has glue on the one side. This glue is activated with heat and 
adheres itself to whatever is touching it. 
12. Wadding (sleeve roll and shoulder pad): these two items create shape and form along 
the shoulder and sleeve head. They are both made up of wadding, which is a thick 
sheet of fibres that are bonded together that could be made up of a number of fibres 
from cotton to wool to polyester, (Wilson, 298).  
 
3.3.2 From the Haberdashery: 
For the trims, which are a big part of Haytham’s appealing jacket, I had to identify which 
components had most influence on the movement and functionality of the garments rather 
than the items that would be too expensive or time-consuming to incorporate, like the button 
stand tabs and the embroidery. I bought some items that don’t affect movement (such as 
piping) because it wouldn’t change the amount of time spent on the garment significantly. I 
chose: 
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1. Small, medium and large gold metal buttons and press-studs: These are for the jacket 
along the button stand, the cuffs and to attach the cape to the jacket. 
2. Metal buttons for fabric coating: These buttons have a removable bottom piece, 
which allows you to clamp fabric around it and therefore coat it. I bought these 
buttons for the waistcoat and breeches. 
3. Gold piping: this is a cord that is covered in gold fabric. It is purely decorative and 
lays sandwiched between two panels. 
4. Gold bias binding: this is the trim that finishes off the rough hems. 
5. Gold lace: this is used as a decorative line that is appliquéd to the button stand of the 
coat. 
6. White lace: this is for the cuff of the shirt. 
 
 
3.4.1 Process: Garment Construction  
 
In the following section I will go through step-by-step the process I that I went through in 
order to construct each garment.  
 
Figure 40: Jacket pieces ready to 
stitch 
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3.4.1.1 Jacket construction: 
1. Cut panels out and fuse where necessary 
2. Bind all outer hemlines and slash lines - excluding back slash and front facing slash as 
this will be bound at the end. 
3. Stitch outer panel lines back and front (B&F), sandwiching piping between all the 
seams, including the side seam.  
4. Sandwich the shoulder tab between shoulder 
seams.  
5. Attach patch pockets to side seams (SS) by using the pattern notches and dots. 
6. Stitch up the sleeve but don’t attach to final piece yet. 
7. Stay stitch horsehair to lining along raw sides.  
8. Stitch B&F panel lines for the skirt, facings (up until the chest notch) and linings, right 
side (RS) facing towards the body. 
9. Cover and stich down the seam allowance (SA) on the SS with a 5 cm strip of satin. 
10. Bind hemlines from chest notch to back slash line hem. Exclude B slash line. 
Figure 40: jacket lining stitched up 
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11. Order of interlinings: horsehair, melton, canvas
 
12. Secure interlinings around the armhole.  
13. Secure interlinings and shoulder tab to outer 
fabric around the armhole 
14. Attach sleeve outer seam 
15. Hand sew the sleeve roll to outer sleeve cap. 
Figure 41: interlinings for chest 
area 
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16. Hand tack the shoulder pad to horsehair and shoulder seam.
 
17. Secure layers further by sewing decorative 
tack around shoulder tab as observed in 
screen shots. 
18. Attach button tab horse hair to seam allowance of button stand outer and raw hem 
with stay stitch 
19. Box pleat satin section of the button stand. 
20. Attach the top collar to lining 
21. Attach the bottom 
collar to outer  
22. Stay stitch collars 
together and complete 
sleeve hems 
23. Pin button stand 
facing and satin 
Figure 42: hand-tacking the 
shoulder pad to shoulder seam 
Figure 43: attaching the collars. 
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together.  
24. Draw in a new line, 2 cm away from box pleat fall. 
25. Cut through all layers and stay stitch. 
26. Bind remaining raw pieces. 
 
3.4.1.2 Waistcoat: 
1. Cut panels out  
2. Complete all darts 
3. Pleat back inner, press and stay stitch along seams 
4. Stich hem facing to front lining 
5. Attach centre front (CF) facing to front lining 
6. Attach front lining and back inner lining 
7. Attach front outer and back outer lining 
8. Bind armholes 
9. Bag out hem, CF, and neckline and edge stitch neck line, CF and point 
 
Figure 44: nipping the SA for 
bagging out 
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3.4.1.3 Shirt: 
1. Cut panels out and fuse where necessary 
2. Gather where indicated - excepting the wrists 
3. Stitch and overlock all seams and hemlines 
4. Attach collar to neckline 
5. Gather wrists and attach lace 
6. Apply eyelets to the neckline. 
7. Lace up neckline 
 
3.4.1.3 Breeches: 
1. Cut panels out and fuse where necessary 
2. Stitch outer seams: CB, CF, SS, crotch and fly 
3. Stitch linings: same seams as above 
4. Turn up and stitch hemlines 
5. Attach linings to SS facings and to fly 
6. Bag out seams and press 
7. Apply eyelets to SS - lace up 
8. Stitch buttonholes and buttons where indicated. 
 
Figure 45: overlocking the hem 
Figure 46: taking out the stay-stitch that 
temporarily holds the gathers in place 
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3.4.2 Observations and Conclusions: 
Through the creation of the physical garment one can physically see the textures and can feel 
the weight of the garments. 
By dressing the model in the 
costume, you, as a character 
designer can see your 
character in the flesh and 
visualise the gameplay before 
the work has been done 
there. It also irons out any 
problems with realism as it 
forces you to investigate the 
proper way to construct the 
garment, which is often 
(proven by this case study) 
overlooked by digital artists. 
 
3.5 A discussion of the digital process 
For the purpose of this research I will not be recreating the entire outfit in the way that it 
would be ready for a large scale production but rather investigating the modelling, texturing 
and simulation process using Marvelous Designer (MD) to understand the difficulties and 
challenges that digital artists must face when translating the real to the virtual. I will 
investigate, using tutorials and advice from practitioners of MD and other 3D packages, the 
best way to create garments virtually. 
Figure 47: Final garment 
on the model 
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MD is used in the production of Assassin’s Creed III (Marvelous Design). MD allows the user to 
model and simulate garments on a three-dimensional figure as well as creating two-
dimensional patterns at the same time. The use of two-dimensional pattern making creates a 
more accurate costume and for the purposes of this report is ideal 
if the virtual costume was to be replicated. The modelling 
features the software gives the user is, in my experience, second to none. The hyper-realistic 
simulator and texturing options also seem to be of industry standard and according to Syflex 
user, Werner Ziemerink, would in some cases be better to use than Syflex or other programs. 
I have been recommended to use Arnold to render and texture however, (Ziemerink) in which 
case transfer to Autodesk’s Maya or Soft Image would be necessary.  
The following section will detail the steps I would take in the creation of a garment from this 
outfit virtually. 
1. Model, texture and animate the model in Maya or an equivalent program. 
2. Export the model and a cache. 
3. Scan or take a picture of the pattern pieces, preferably the working patterns, as they 
do not include the seam allowances. 
Figure 48: Screen shot of 
MD 3.  
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4. In MD, import the model and the cache. 
5. Create a square pattern piece and import the picture as a texture.  
6. Trace out the outlines of the pieces using the “create polygon” tool. 
7. Position the pattern pieces around the 3D figure in accordance to where they would 
be stitched. 
8. Using the steps as above in the garment construction section, stitch the pattern pieces 
together using the “free sewing” tool or the segment-sewing tool.  
9. Simulate the garment. 
10. Referring to the real garment, adjust the feeling and weight of the fabric in the 
property editor-simulation option. 
11. Texture the garments using the property editor. Use images of the fabrics sourced as 
UV maps.  
12. (Alternatively, render out a cache of the model and costume and import into Maya or 
an equivalent program.  Retopologise the costume and texture using Arnold.) 
13. Render out a cache of the model and costume. 
14. Import into Maya or an equivalent program  
15. Light and render using Arnold. 
 
I believe that using the patterns from 3.2 and the garment techniques from 3.4 as well as a 
working knowledge of 3D modelling, simulation, texturing, lighting, rendering and animation, 
more realistic costume can be created. Unfortunately it is beyond the capacities of this report 
to replicate the virtual costume and is also unnecessary for the focus of the research. 
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Chapter 4: Comparison between the physical garments and the virtual costume
 
 
The decision to  painstakingly create the actual garments and to explore methods of digital 
costume construction was made so that one can see whether or not the creators of Assassin's 
Creed III had succeeded in the representation of realistic clothing of the time period. 
Haytham’s costume is important in subliminally communicating his story and therefore, 
the player’s intentions and purpose in the game. An emphasis on realism is clear and 
therefore realistic animation and design of costume is integral. This section will compare 
observations from gameplay of Haytham’s costume and the real costume reference video that 
I have filmed after completing the garments. The video can be found as a .mov file in the CD 
attached.  
 
4.1 The Design and Modelling of the outfit: 
The design of the outfit is the first aspect of the costume and more importantly, the character, 
that the player will be noticing. Within the realms of design, the creators not only have an 
oppurtunity to mould the player's view of the character but also to create an interactive
tool to immerse the player in gameplay.
 
 In terms of realistic storytelling, the designers have failed in the following way : the design is
made up of a mismatch of ideas. It includes  details that would have been seen in different 
epochs to that of the character, modern costume trends, as well as totally uninformed ideas. 
The fact that Haytham is wearing leggings validates this point: in England one would wear 
 knitted stockings or leather boots. Leather leggings are a Native American adoption, yet he 
wears them throughout the game. The jacket is a complete tailoring conundrum. In a tailored
 sleeve, a godet would not be present, a godet or rather the panel line, along which it is 
centered, does not fall down in a straight line on the top of the sleeve but rather forms a 
banana-like curved line and sits underneath the arm. The use of hemline slashes are also quite 
inaccurate. A double-layered lining is also makes the garment more bulky and expensive.
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Other inconsistencies would include the choice of fabrics and colours (generally one fabric 
and one colour) and the lack of decorative embroidery along the waistcoat and dress coat. 
These historical inaccuracies could have been researched more as it breaks the game slightly. 
Decoration in men’s clothing during this era was important in communicating wealth and 
status, (Baumgarten). Since Haytham is a nobleman from England (the empire that controlled 
the textiles market), one can 
assume that he would have worn 
more silk with embroidery applied 
to it, as seen in the image. 
 
Saying this, one can see that the 
design is operating on two levels: 
diegetically and in terms of the 
design of the character himself. Diegetically the costume 
has to make the player believe that he is an English Nobleman but also that he stands out
from the crowd of NPCs, being the main character. The costume has to be visibly rich 
and vibrant, therefore attracting attention. In previous games in the series, the designers
created a good balance between a slightly less realistic historical costume and a well designed 
game costume that works digetically, and is immersive in terms of gameplay. This costume
failed in terms of historical and realistic accuracy but also didn't play enough of a role in the
gameplay.
 
 
 
Figure 49: Men’s waistcoats, 
Baumgarten, 3 
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4.2 The texturing of the outfit: 
Looking at the real textures and the virtual textures side by side, they are realistically 
accurate. While the wool could be less shiny overall it was really well thought out. I think 
there could have been higher bumpmap on the piping and binding details. The one problem 
that I have identified is that when the fabric gets wet (when Haytham is swimming), they 
fabric doesn’t turn a darker colour. Swimming seems to be an overall issue in respect to 
realism, as firstly the costume would be so heavy that the character would be in danger of 
drowning, and secondly the motion of the cape is very stiff and stays parallel to his body 
without moving in arcs. This will be further explored in the section below. 
 
4.3 The animation and simulation of the outfit: 
The animation of the costume is mainly dependent on the animation of the character as the 
fabric is either a mesh that makes up the character’s mesh (the hat, boots and breeches) or is 
running off a simulation that is pinned to the character. The simulation calculates the 
Figure 50: Screen shot of 
Haytham jumping.  
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movement of the points on the mesh according to the mesh to which it is pinned. Therefore 
character animation is key to understanding how and why the fabric moves the way that it 
does. 
 
In Ollie Johnston and Frank Thomas’ The Illusion of Life, the authors explain the 12 principles 
to creating the perfect character animation. The 12 principles are: 
1. Squash and stretch 
2. Anticipation 
3. Staging 
4. Straight-ahead and pose-to-pose 
5. Follow-through and overlapping 
6. Slow in and slow out 
7. Arcs 
8. Secondary action 
9. Timing and Spacing 
10. Exaggeration 
11. Solid drawing 
12. Appeal  
 
These principles are essential for all animators and simulators in the creation of realistic 
movement. Although some refer only to character design and animation (such as secondary 
action), most refer to all movement, for example exaggeration, arcs, slow-in and slow-out and 
straight ahead and pose-to-pose. The principle of overlapping and follow through speaks 
solely about appendages that are attached but not part of the main body. 
 
The principles of arcs and follow through and overlapping action will be discussed further in 
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relation to the reference taken and then it will be compared to the animation or simulation of 
the case study. 
 
4.3.1 Arcs: 
Arcs refer to moving in an arc or a circular movement, for example a hand gesture or a walk 
cycle. Arcs are seen everywhere, because organic motion does not follow straight lines. If a 
movement was not to follow an arc-like trajectory, it would be mechanical and very few living 
organisms move like this. Moving in arcs makes for believable and organic motion. 
 
(Thomas and Johnston, 62)  When looking at the reference, if 
you follow a point on the coat or cape hem frame by frame, 
you will see that the point will always move in an arc. When repeating the same exercise for 
the case study,  it fell short of that. The movement is too linear and static. When walking, 
one side of the coat back hem will stay in the same point where the other will move diagonally 
back and forth at a slight curve. It also seems to me that when Haytham walks, it is floating up 
too much. This could be the stiffness of the jacket skirt, due to canvas and fusing but when 
looking at the reference side view, it is still bouncing up and down quite dramatically as he 
Figure 51: tracking the 
arcs, frame by frame 
with transparency paper.  
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takes a step.  
 
This could be due to the simulation settings being incorrect according to a realistic motion 
(Ziemerink). The settings that would need to be looked at here would be referred to in Syflex 
as the damping, the spring and to a small degree, the mass. These settings affect the way the 
fabric folds and how much it will bounce. Fabric, especially bias-draped heavier fabric (such 
as the cape) moves in a rippling, billowing way, which is in fact following arcs. The cape in the 
case study doesn’t have a strong enough arc.  
 
Often, especially in the case of Haytham on the ships, where there is a lot of wind blowing it 
up, Haytham’s cape is so rigid that it looks like a plank being lifted, almost horizontally, 
bobbing from side to side. The simulation that is evident is on a long thin strip on either side 
of the cape, which looks like a piece of satin, blustering in the wind that is magically attached 
to the plank. Unfortunately Haytham looks robotic and lifeless due to the lack of attention to 
detail here. Making sure the arcs look good by adjusting simulation setting or rigging the 
garment and animating the pieces is the easiest way to make it look realistic. The arcs should 
be taken from reference to gain perfection. 
 
 
 
 
 
Figure 53: Haytham 
swimming-cape becomes 
stiff.  
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4.3.2 Overlapping action and Follow-through: 
This is the most important 
principle to keep in mind 
when simulating or animating 
fabric. The momentum from 
the main body of mass will 
move the limbs, clothes or 
hair or even flabby bits of skin at a delayed rate. This is due to 
inertia and is a complex and organic movement that animators 
must create, particularly the cloth in relation to the body. The cloth will move at a delayed 
time to the body and the smaller lighter pieces will move at a delayed rate to the main cloth. 
When looking at the reference, the slashes on the jacket hem are the last to follow the action, 
yet on the case study, these pieces move at exactly the same time as the rest of the garment. 
This makes it look like it is one whole piece. I know that it is not, because if you look at a side 
view, you can see there are two pieces that are disconnected, and therefore I designed the 
jacket with the slashed 
skirt over the main 
heavier satin skirt.  
This is a major 
oversight. the 
modelling and design 
team did not 
communicate the 
design of the skirt to the simulation, rigging and animation teams. With
 a reference, the animators and simulators 
could have had a clear idea of what they were animating and the 
skirt would have looks much less solid and more interesting. I believe the slashes, even though 
Figure 54: model jumps, 
slashes move at a delayed 
rate  
Figure 55: reference 
improving the look and 
appeal of costume.  
  69 
they are not historically accurate, add to this garment and the motion of the jacket are quite 
beautiful. This could have been translated into 3D with a better understanding of the garment 
and how it behaves.  
 
In Syflex, a weight-map can be programmed to emit the effects of simulation to a certain area. 
I believe that this is what the simulators working on this project did. Observing the areas of 
top of the jacket, the pants, the sleeves, the waistcoat and the shoes/leggings, one can 
conclude that they have not been simulated as they are fitted pieces of fabric. Even though in 
reality these areas would still have the appearance of simulated fabric, it is not a hindrance to 
omit the simulation here. Simulation is heavy on rendering time and for games it is better to 
keep this to a minimum. Fitted areas of cloth can be created with modelling and texture maps 
that resemble the folded fabric.  
 
4.4 Technical issues: 
 
There are a couple of oversights in terms of costume in the game that break the player’s 
Figure 56: screenshot: 
Haytham’s cape 
disappearing into the 
horse  
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suspension of disbelief. The first problem that comes up very often is the fact that the 
characters’ limbs, swords and smaller garments often go through the costumes. Whenever a 
character gets on a horse, the cape and jacket will move in and out of the body (mesh) of the 
horse as the fabric moves up and down. This also highlights the lack of arcs in the motion of 
the cape while Haytham is riding a horse. 
 
The wind dynamics applied to the simulation of the cape and 
neckpiece is always on quite a high setting. This is very 
strange when Haytham is inside with no wind, or is in parry 
stance (Slow-Motion) and the fabric is moving too quickly for the scene. The wind 
dynamics and their effect on the fabric would have to be investigated more closely here.  
 
Another feature that I would like to note here is the break in gameplay and visuals. Traditionally 
the Assassin’s Creed series has always had costume play a large role in gameplay.  
 
Figure 57: screenshot: 
Haytham’s upper cape 
disappearing into the 
bottom cape 
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As an example, there are a number of items of clothing that affect gameplay in Assassin’s Creed II, a 
game that follows 
Desmond’s (and 
Haytham’s) ancestor, Ezio 
Auditore da Firenze, in 
Renaissance Italy. Firstly, 
tailors are available all 
over the cities. Players can purchase certain items that help Ezio in his 
missions, for example a pouch which allows Ezio to carry items such as 
medicine vials (that can restore his synchronisation whilst being 
attacked by the guards), knives (the knife belt for purchase holds more knives and Ezio therefore 
has the ability to inflict more damage) and poison vials. Other items that can be purchased at a 
blacksmith include greaves, vambraces, chest guards and spaulders that range in quality and price 
from leather to helmschmied (leather with metal inlays) to metal to missaglies (metal with stylised 
decoration). Purchasing these items fortifies Ezio’s health, upgrades his resistance to damage in 
combat and in some cases can even inflict damage, for example the greaves. If Ezio’s armour is 
damaged (during combat or from falling), some synchronisation bars become unusable (making it 
easier for him to die) until he goes back to a blacksmith to repair it. All these items can be 
purchased with in-game money. One earns this money by looting chests and dead bodies, 
building stores in Villa Auditore and by completing missions.  
 
In Assassin’s Creed III, if a character buys a new costume, it sadly just changes colour without 
any upgrade to the character’s performance. Players like the fact that they can dress, dye and 
buy clothes for their character, in order to personalise the clothing. Personalising one’s 
character boosts self-expression, creating meaning for the player as well as also making the 
character stand out more.  This is a good feature as explained in the previous sentences, 
however, the integration of costume in the gameplay in Assassin’s Creed II allows players to 
Figure 58: customizing 
Ezio’s armour 
(Screenshot)  
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personalise their character so much more, and that can affect how the character reacts to the 
world. The only feature one gets from upgrading is the change of colour of the outfit but even 
here, it is broken due to the glitch in the game: during cut scenes the costume will change 
back to the original colour. As a player of this series, one expects the costume to signify both 
diegetically and in terms of the game mechanics: when it breaks it is a disappointment. 
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Chapter 5: Conclusion 
The delibrate use of stylization in the Assassin's Creed series allows for a more in-depth player
engagement. The playable characters have the ability to be more than just human. They can 
hang and climb with only one finger, they can dive into solid objects from incredible heights
and they do not get tired under any circumstance. This accepted behaviour in the character
allows for the costume to be supernatural in its qualities. This can be seen particularly in the 
reaction to getting wet: Haytham can wear his absorbant heavy frockcoat while swimming and 
he does not get tired or drown under the weight. 
 
Despite the supernatural qualities that the costume and the character posess, the pursuit for 
realistic games and animation is clear in the case study nonetheless. The environmental 
features of the game, including the costume, still hold the illusion of hyperrealism. The design;
motion and textures of the costume, although could be improved by more careful analysis of 
reference material, still create an illusion of realism, even if broken in some parts. 
 
This side-by-side analysis has shown me that there will always be 
difficulties in the simulation and animation process without a
 
Figure 59: model dressed 
in the costume for 
reference in chapter 4  
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According to the research I have done, I can conclude that in order to create a realistic costume,
one having knowledge of real-world motion of cloth, flat pattern-making, sewing and fabrics would 
be extremely valuable.  If a hyper-realistic game is desired, details of the maps, characters, human 
animation, and, as focused on in this essay, the costume should be researched in terms of historical, 
or contextual relevance. 
 
The following process would benefit a team in creating realistic and interesting costume: 
Firstly, a research team would benfit in identifying what needs to be communicated to the player via 
the costume. Then, a designer (preferably a fashion designer) would incorporate this into the design 
of costume. The outfit ideally should be sewn up in a mock-up version using the correct fabrics, as the 
best way to animate is to look a reference. The modeller can use the flat patterns that were designed 
during the sewing process to create the mesh in MD, from there it can be cleaned up in Maya or an
 equivalent, to be rigged and animated. Photographs from the actual outfit  will help to create
 realistic projection maps, during texturing. Rigging and animating parts of the cloth will 
decrease render time and make the game run smoother than simulation. Subsequently, 
simulation can happen in Maya or back in Marvelous Designer. One must go back when play 
testing  to make sure that problems such as cloth going through other meshes such as horses 
are fixed as this is a giveaway that the game is animated unrealistically. With these steps, 
games and animations could achieve much more realistic cloth and therefore believability, 
which is essential to a game such as ACIII with the final result that it will be a lot more 
impressive. 
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